the house. At that point the house is set on fire and Hildina gains her revenge by preventing Hilluge's escape. The text itself consists of the following 35 stanzas that are given here from Low (101-106). Low was not totally happy with the presentation and marked some stanzas to illustrate this point. These are indicated as marked:
* Stanzas viewed by Low as confused, having too much or too little "to render the verse complete". + Wording viewed by Low as seeming "to be part of an intermediate stanza, perhaps to be placed between these marked 12 and 13". There is, as far as I know, only one complete translation of the 'Hildina' text. This was completed in 1908 by W. G Collingwood and published by the Viking Club. Collingwood's fascination with the Vikings is examined in the recently published volume by Townend. Collingwood himself carefully stated his aim with regard to "Hildina":
From his [Haegstad's] recension, this rendering has been made, as an attempt to represent the ballad in readable English, without sacrificing rhyme and metre to literal translation, though, at the same time without needless paraphrase. Additions to the text are marked with brackets, and asterisks denote the breaks in the story, though it is not certain that any stanzas are missing. In one or two places I have ventured to give a turn to the dialogue, not suggested by Prof. Haegstad's notes, but most of the stanzas are line for line, and almost word for word, in the ballad-metre of the original (Collingwood 211) . Unfortunately, the requirements of duplicating the metre and end-rhyme scheme have also led to an intensification of the mood which is even further emphasized by a stiff and archaizing diction. For all of the above reasons, I have chosen not to use the Collingwood translation. Instead, I offer a literal prose translation also based on Haegstad's Nynorsk recension (excluding added lines). I believe this might give a better feeling of the plain, everyday language apparently used in the original Norn.
'Hildina-kvadet' [The Hildina Ballad] 
Da vara Iarlin d' Orkneyar
For frinda sin spur de ro Whirdì an skildè meun Our glas buryon burtaga.
It was the Earl of Orkney / he asked his relative for advice / whether he ought to take the girl away from Castle Glass.
Or vanna ro eidnar fuo
Tega du meun our glas buryon Kere friendè min yamna meun Eso vrildan stiende gede min vara to din. 1901) . It would appear to be Haegstad who gave the work the name of its principal character where Low had merely called the text "The Earl of Orkney and the King of Norway's Daughter: a ballad". The lack of English language academic attention to the work may be in large part due to the relative obscurity of the subject and the seeming completeness of Haegstad's study (although it has not, unfortunately, been translated into English).
In the 1901 article, 'Hildinakvadet', Haegstad had comments to make about the Low text. First and foremost, he noted that it is difficult to read by other than trained linguists -a statement that finds support from later scholars (Barnes 1991: 441) . Haegstad explains this by pointing out the problems faced by Low: he did not understand the Norn language, he wrote down the words as he, a Scot, heard them and he employed a standard English orthography to do so. Haegstad also feels that Low may have misinterpreted his first draft because he made later changes in his manuscript (1901: 2). Haegstad stresses the fact that the ballad is indeed difficult to untangle and that he, Haegstad, had, in 1900, been the first to make the effort. Many of the difficulties are a result of Low's handwriting. Although it is generally 'greid og lettlesi' [obvious and legible], now and then letters ran into each other in a blotch. Sometimes the dot on the 'i' is forgotten or the closure on the 'e' is missing; 'e' is confused with 'o' and 'o' with 'a'. These all impede understanding (1900: 2).
The manuscript was lodged first in the Advocates Library in Edinburgh, is now in the Library of the University of Edinburgh (manuscript La.111.580) and was finally published in 1879. George Barry and Joseph Anderson (who prepared the Low manuscript for publication) both studied the original handwriting of the manuscript. In addition, Professor Alf Torp studied the lanternslides of the text that had been made in 1884. Barry (1808) and Munch (1839) both had included the text in their publications. Anderson, Barry, Munch and Torp all made attempts to clarify letter ambiguities in the text and their various readings of the script are noted in the Norn text used by Haegstad (1900: 2-9) . In reproducing the text, I have almost always chosen the reading made by Anderson. Haegstad also re-examined Low's poorly distinguished line and verse divisions and, in addition, provided some analysis of the Norn language. In the 1901 article, Haegstad gives a translation of 'Hildina' into Nynorsk (one of the two official languages of Norway), which was familiar to the readers of the Syn og Segn journal in which he published. He notes that this translation is a somewhat free one of the original in Norn as he had made slight alterations to accommodate the ballad metre and rhyme scheme. This is somewhat similar to the claims of Collingwood for his translation (see above). In three places, where he felt there were missing lines in the Norn text, Haegstad supplies lines from context after the style of Faroese ballads -although no specific ballad was cited (1901: 3). These extra lines were not included in the above translation. 3 Haegstad also comments on the poem itself and finds it "full of dramatic expression" in "unaffected form" with a "plain vocabulary" (1901: 13). He reasons that, "Verseformi og mange vendingar i visa laerer oss at folkediktingi paa Shetland hev havt ei form millom faerøysk og heime-norsk." [The verse form and the many turns of speech in the ballad teach us that folk poetry in Shetland had a form between Faroese and the original Norwegian.] (1901: 14) . As regards the language itself, much is said about the morphology, phonology and syntax (1900: 32-75) . In turn, much of this is supported by the current authority on North Atlantic dialects, Michael Barnes at the University of London. Barnes distinguishes between the examples we have of written and spoken Norn and observes that the written form has reflected the changes in Norwegian with the increasing Danicisation of the fifteenth and sixteenth centuries and the complete breakdown of the Norse system of inflexion. Everyday speech in Orkney and Shetland, however, appears to have developed in much the same way as Faroese and, to a lesser extent, the more conservative dialects of western Norway: only limited Danicisation is evident, while the essentials of the inflexional system seem still to have been intact in the sixteenth century, and in Shetland at least to have remained so in the seventeenth and possible even into the eighteenth. (Barnes 1998 : 16) These observations of Barnes are supported by his numerous examples of sound shifts and other linguistic evidence. This encourages the belief that Norn and Faroese would have retained a certain degree of inter-comprehensibility until a relatively late date.
Haegstad, on the other hand, believes that Norn actually tends to be closer to the dialect forms in Ryfylke and West Agder (Norway) than it is to Faroese (1901: 14) . This claim he supports in the 1900 monograph with a line by line, verse by verse analysis of the poem comparing word forms and grammatical constructs with their parallels in other Scandinavian languages and dialects (1900: 20-31 Renaud (1992: 150) , on the other hand, wonders if the continuation of the Shetland-Norway trading into the eighteenth century affected the language samples that were first collected in the nineteenth century. Vocabulary arriving from the Bergen area in this latter period might tend to obscure the earlier language forms and even influence the ideas of the geographic origins of the Scandinavian settlers. This assumption of incoming language influence is echoed by Barnes who, in an earlier paper, drew on Murison (1954: 125) to suggest, that a number of words Jakobsen assumed to be Scandinavian are in fact of Dutch or Low German origin. They were probably borrowed into Norn or Scots, or both, as a result of the extensive contacts that existed first with the Hanseatìc traders and later with the Dutch fishing industry. (Barnes 1991: 445) This, at an earlier period, might have affected the language of the 'Hildina' but such influence is not obvious.
There is then a question of the existence of an equivalent ballad narrative in general Scottish tradition. An exact analogue does not appear to exist. Individual motifs, however, do occur and a review of some of those might enable us to compare and contrast how similar situations are handled in the two cultures. Let us consider three different motifs that are prominent in 'Hildina': (1) the choice that has to be made by the woman, present at the scene, when the lover must fight a member of her family, (2) the reaction to the severed head of a presumed lover and (3) the nature of revenge inflicted on a man who believes all is forgiven and comes trustingly to his death.
The four Scottish versions of 'Earl Brand' (Child 7), for instance, concern themselves with the "abduction of a willing young noblewoman" motif. In the case of 'Earl Brand', however, detection and pursuit are soon accomplished. There is no time for the lovers to delight in their escape. Here, as in 'Hildina', we have the battle of father (or brothers) against a would-be son-in-law and it is imperative that the lady choose sides. When she does intervene, it is to ask her lover to spare her father -the exact opposite of what happens in 'Hildina'. Where Hildina begs: "Father, for humanity's sake, don't waste more men's lives." Lady Margaret orders: "O hold your hand, Lord William!" she said, / "For your strokes they are wondrous sair; / True lovers I can get many a ane, / But a father I can never get mair." (Child 7B: 7) . The reaction to receiving the severed head of a loved one is difficult to portray. In the case of Hildina it is stark in its simplicity. "Now the Earl received a deathblow / -none could heal the wound -/ He threw his head into her arms / And she grew even angrier (22). Nothing further is said.
In 'Bob Norice', a Scottish version of 'Child Maurice' (Child 83 as printed in Lyle: 105), we have another lady who receives a head, but she is immediately more demonstrative:
He tock the bluidie heid in his haun An broucht it to the haw An flang it into his ladie's lap, Sayand lady thare's a baw (20) Sho tock the bluidie heid in her haun An kìssit it frae cheik to chin Sayand Better I lyke that weil faurit face Than aw my royal kin ( The drugging of food or drink is not uncommon. In 'Hildina' we saw her preparations for the wedding to the villain Hilluge:
Hildina lies on the tapestry / Her eyes dim and weeping / But when the wedding preparations are made / She puts something in the drink. (25) That's what Hildina did / She brought out the mead; / They fell fast asleep / her father and all others there. (29) After that, of course, she is able to set the fire and Hilluge is burned to death. The question of what was put into the drink is difficult to know. Haegstad (1901: 7, verse 26) suggested that the herb used was "hemp nettle" (Galeopsis tetrahit). Heizman (xxviii), on the other hand, proposes that the herb used was "darnel" / "cockle" (Lolium temulentum).
This use of narcotics and poisons appears to be particularly popular with Scottish women who wish to rid themselves of lovers for various reasons. In the case of Lord Ronald ('Lord Randal', Child 12) the past misdeed is never revealed. Lord Ronald innocently accepts an invitation to dine and is given eels or fish. His dogs perish from having eaten scraps of the meal and he himself comes home to die. With his last breath, he condemns his true love because she has poisoned him. For Lord Thomas ('Lord Thomas and Lady Margaret', Child 260, [Lyle: 255] ), the situation is much clearer. He had chased down his lover, Lady Margaret, with the aid of his hunting dogs and she is still incensed. When Lord Thomas appears at her husband's castle, she invites him to drink with her and he gladly and naively accepts. Lady Margaret's preparations are, however, even more deadly than Hildina's:
She called for her butler boy Tae draw her a pint o' wine Ann' wi' her fingers lang an' sma' She steer'd the poison in. She put it tae her rosie cheeks Syne tae her dimple'd chin She put it tae her rubbie lips But ne'er a drap gaed in. He put it tae his rosie cheeks Syne tae his dimple'd chin He put it tae his rubbie lips An' the rank poison gaed in. (11-13) Hildina, on the other hand, does not use a drug to kill but rather as "knock-out drops" that allow her to set the scene for the fire and her revenge on Hilluge.
In all the above-mentioned instances, the motifs in 'Hildina' are present in Scottish ballads, but the contexts and results are not quite the same. Haegstad makes a similar point, "I have neither seen or heard any song which is quite like this one in any other country " (1901: 9) . He then, however, proceeds to comment on a series of Scandinavian ballads concerning the theme of abduction and rescue and employing characters of the same name. There are the Faroese 'Kappin Illhugi' (CCF 18), the Norwegian 'Kappen Illugjen' (Landstad 2), and the Danish 'Hr. Hylleland' (DgF 44). These are all listed in TSB under types E140.
These ballads all concern themselves with a king's daughter (Híld or Helleliti) who is abducted by a giantess (or a troll woman). The king offers his daughter in marriage to the man who rescues her. The hero Illuge (in Denmark, Hylleland) succeeds and gains the promised reward. In Shetland, Hilluge is the villain; in other ballads, he is the hero. In Shetland, the abduction is accomplished by the hero; in the others, the abducting ogress is the villain. From this picture, Haegstad reasons that the ballads 'Hildina' and 'Illuge' are related by descent from a common source (1901: 10) .
The search for just such a common source had been pursued in the previous century. It led Professor P. A. Munch (as reported in Haegstad 1901: 11-12) to suggest that the first part of the 'Hildina' (up to the scene of the battle) was reminiscent of the legend of the battle of Hjadninge as told in both the 'Younger Edda' and in the 'Sörla þáttr' (in the Saga of Olaf Tryggvason) -both of which may be dated to the thirteenth century or earlier. There is some variation in the details of the endings of these two ballads but, in general, they are the same. A king, Hogne, has a daughter Hild who is abducted by Hedin Hjarrandeson while Hogne is away from home. Hogne follows Hedin north to Norway and west to Háey [Hoy] in Orkney. Hi1d tries to effect reconciliation as does Hedin, but both fail. Battle is joined and Hild resorts to sorcery. Each night she raises the dead and reconstitutes the weapons. In the 'Edda' it is said that this battle will continue until Ragnarok. In the Saga of Olaf Tryggvason, however, there is the expected Christian intervention. Odin orders the battle to continue until a Christian man comes between the warring armies. This happens with the arrival of Olaf: Hedin and Hogne are both killed and the sorcery brought to an end. This, for Munch, was the basis for stanzas 1-22 of 'Hildina' while stanzas 23 to the end were considered to be an imitation of some chivalric romance or other from the 13th or 14th century (Haegstad 1901: 12) . At a later date, Liestøl saw the above mentioned ballads as having their source in the Old Norse Illuga saga Griðarfóstra (104).
It was noted above that the Scandinavian ballads concerning Illuge were grouped together in TSB as E140, while 'Hildina-kvadet' was listed as E97. This is a sub grouping "Woman's lover killed by rival, and she takes revenge" under the group heading of "Erotic complications lead to conflict". Most of the surrounding ballads mentioned in the listings of this group (49 ballads from E64 to E112) are exclusively Faroese. Of the 11 exceptions, 4 are found in Norway as well as in the Faroe Islands, 3 are found in Denmark only, 1 in Iceland only, and 2 are found in wider Scandinavian distribution. It is interesting to note the lack of greater Scandinavian parallels in this group and to speculate as to whether more such ballads had, in the past, existed in Shetland as they did in the Faroes.
In any case, 'Hildina' also shows a remarkable number of features in common with E98, the Faroese 'Grimmars kvaeði' (CCF 51). This is a very long ballad with verses distributed in sub-ballads, or táttir, which provide a wealth of details impossible in a shorter narrative. The heroine, Hilda, dreams of her abduction in the third verse (CCF 51 B): "Sunnan kom ein hvítur fuglur, / bar meg yvir bjørgum", [A white bird came from the south / carried me over the cliffs]. Hilda's father, Grimmar, king of Garðaríki [Novgorod] , interprets this as the action of a Christian knight. Nevertheless, Hilda is left behind when Grimmar goes to war. Harald from Ongland [England] arrives and carries Hilda away, marries her in splendour, and fathers three sons. In startling contrast to Hildina's father, Grimmar offers no pursuit. He effectively cuts Hilda off, saying he will not go to Ongland while Hilda lives there. Harald eventually comes with two of his sons to seek reconciliation with Grimmar. They are viciously betrayed, served drugged wine and in the ninety-ninth verse: "fyrstur sovnaði Haraldur kongur, / síðan hírðin øll", [First, King Harald fell asleep and then his whole retinue] ( CCF 51 B (II Grimmars tåttur) verse 99). They are removed to their quarters and burned to death. The final section of the Faroese ballad deals with the vengeance gained by Hilda's remaining son. This is, of course, in sharp contrast to the actions of Hildina who sought and achieved her own revenge.
It would appear that as long as Norn remained, there was no great linguistic bar to contacts between Shetland and the Faroe Islands. At the same time, however, the Scandinavian tongue had retreated from northern Scotland and there was no longer a comfortable Scandinavian language relationship in that direction. The language future of the northern isles lay in the languages they shared with Scotland. Although Shetland in the early 1700s was still, to some limited extent, a bilingual community, 'Hildina' had not travelled into English or Scots. There is little or nothing here in common with "Scottish" ballads. The connections, however, with the ballads of other North Atlantic areas are many and obvious. "Hildina" is a Scandinavian language ballad in Scotland -a part of our Scottish heritage frozen in space and time.
NOTES
1 Scotland is generous with the culture of her historic minorities. These works have become the patrimony of Iceland in the same way that the 'Gododdin' (from a British Kingdom in Southern Scotland) has been inherited by Wales. There is an existing Orkney text of the Darraðarljóð (along with a Latin translation) in . This is entitled "From the Orcades of Thormodus Torfaeus" and has a note that "The above is translated by Grey, in his Ode, entitled 'The Fatal Sisters'." 3 In verse 12, where the text is marked with + and the lines are especially long, Haegstad combines the first two long lines into four shorter ones. Two extra lines "og fer det som eg ynskjer det / at du gjeng meg til hande" [and if that turns out as I hope it will / that you will help me] are then inserted before the original third and fourth lines to provide an extra verse. In verse 18 (19 in Haegstad's revised version), where the lines are short, Haegstad combines lines one and two and adds a repetition of "velborne menn" [well-born men] as the fourth line. In verse 32 (33), Haegstad combines lines one and two and inserts "stod uti borge-led" [stood in the castle gate] as the second line.
